In this article I argue that Bartky's 'fashion-beauty complex' -a major articulation of capitalist patriarchy which seeks to glorify the female body, yet covertly depreciates it -gained momentum in Italian culture at the end of the nineteenth century through the emergence of the cosmetic industry and divas' advertising of beauty products in women's magazines. Through a close reading of the literary culture (reviews of divas' performances in women's and theatre journals, as well as realist fiction), I show that the discursive construction of the Italian diva in this period was gendered: though women writers demonstrate an awareness of, and take pleasure in the diva's 'beauty', but above all celebrate her skills and talents as a performing artist, male writerswithout exception -pass comment on the diva's appearance over and above a critique of her performing skills. This would suggest that 'the beauty myth' -the idea that a woman's value is determined by her appearance -was an integral component of divadom in late nineteenth-century Italy, and, for male journalists and writers, an even more important attribute than the diva's acting or singing abilities.
and church have declined in importance as the central producers and regulators of "femininity", the fashion-beauty complex has grown.
[…] Overtly, the fashion-beauty complex seeks to glorify the female body and to provide opportunities for narcissistic indulgence. More important than this is its covert aim, which is to depreciate woman's body and deal a blow to her narcissism. 2 Bartky seems to be suggesting that the 'fashion-beauty complex' began to take root with the rise of liberalism and modernism in the late nineteenth-century. The emergence of women in the public sphere after Unification -as writers, educators, artists, and political activists -went hand in hand with a fundamental shift in perceptions of beauty in Italy with the growth of the 'fashion-beauty complex', which was promoted by the cosmetic industry and the advertizing of beauty products in women's journals. Whereas up until Unification beauty was tied to morality and virtue, 3 the main emphasis from the 1860s onwards, following the rise of industrial capitalism, was now on artifice, 4 and who better to promote this new conception of beauty than the by now ubiquitous figure of the modern-day diva, whose appearance was arguably implicit in her embodiment of the 'divine'. 5 Drawing on a wide selection of sources in the literary culture (theatre reviews; columns in women's journals; realist fiction), in this article I will show that men writers constructed the diva's 'beauty' as the salient and most important diva characteristic: for late nineteenth-century male critics, artists, and writers, whether a diva embodied the image of la bella italiana -she who, according to Stephen Gundle, 'had regular, though not necessarily classically perfect, features, long, simply-styled dark hair and expressive eyes' 6 -mattered very much: a diva's bellezza is without exception mentioned first and foremost in their reviews and novels. 7 While Italian women writers also celebrate the diva's 'beauty', their reviews, columns in women's journals, and realist fiction reveal a concentration on her abilities as an artist over and above her aesthetic appeal. I will first examine the relationship between concepts of beauty and the rise of divadom from the beginning of women's emergence on stage in the sixteenth century. Though the period with which I am concerned in this article covers the birth of cinema, I will focus here on divas whose work consisted in performing live on stage. 8 
Historical uses of the term 'diva'
In order to contextualize this discussion, I wish to look briefly at the specific contextual and historical uses of the term 'diva' to refer to 'divine' women.
Nowadays, the term mostly carries negative connotations to signify a woman who is regarded as temperamental or haughty, but in the medieval period 'divas' were venerated. My working premise in this article is that the phenomenon of the diva, whose nineteenth-century meaning was still 'dea', a 'female deity', 10 is a male, Mediterranean construct; the diva, in the various historical, cultural, regional, geopolitical and social contexts in which she has been celebrated, is a product of western culture dating from the time of Classical Antiquity, though women have been deified 'diva' and 'divo' were used widely in the periodical press during the late nineteenth century to refer respectively to female and male performing artists, they did not carry the same linguistic meaning. 19 As becomes clear through a close reading of women's and theatre journals which contained reviews and profiles of performing artists, as well as a selection of realist fiction, to be a 'diva' in late nineteenth-century Italy entailed possessing 'beauty', whereas for the 'divo', attractiveness was secondary to his identity, and even superfluous. In male-authored journalism and in novels, men are generally 'faceless', while women are fetishized and receive greater attention for their physical attributes. Though the dominant view of dive was that they were morally questionable according to the social mores of the day, and that in exhibiting themselves on stage they indicated their fall from virtue, 20 certainly in Italian literary culture they were nevertheless celebrated and lionized for their talents and looks. 
Beauty and the diva
The scrutinizing of women's bodies also has its roots in sixteenth-century Europe: the late fifteenth century saw a rise in portraiture paintings of women who were celebrated less for their social position and more for their physical beauty, and in the sixteenth century women's bodies were being scrutinized and objectified for their curves and complexion in the literary and visual culture for the first time. 23 As we have seen, the period also saw the birth of another invention whose origins are tend to redress prima donna stereotypes and revise the representations of female singers we find in many texts by men, to recoup for women themselves the woman who has, in every sense of the word, a "voice". Sand, Eliot, and later women writers understood that the diva's "voice" could serve as both a mode of and metaphor for female empowerment in a culture that traditionally placed women on the side of silence. It is in this context that most women writers have placed their female singers and privileged the divas as the woman who has, preeminently and indisputably, gained a voice. The diva in this tradition is neither femme fatale nor happy handmaiden to what is finally a male muse. She is, rather, a hardworking woman more interested in music than marriage, in empowering women than seducing men. She garners the attention, admiration, and respect of the world with her singing voice, a voice that, after the era of the castrati, men cannot reach, usurp, or displace. Moreover, thanks to this singing voice she has a "voice" in the music she makes, in her own destiny, and in the larger world. anthropologist Paolo Mantegazza warned women against using make-up, suggesting it was poisonous: 'I poveri artisti drammatici, che sono costretti forzatamente a far uso dei belletti, che spesso contengono piombo, soffrono di cefalea, di dolori reumatici, di paralisi e d'altri malanni ad un lento avvelenamento'. 38 The 1890s was a time in which criminal positivist anthropologist Cesare Lombroso was arguing that women were morally, intellectually, and sexually inferior to men, and that whether or not a woman was a delinquent could be determined by the shape or her skull and her physiognomy. He singled out ugly women as the cruelest: 'È triste ma vero: la femmina, tra i bruti [sic.], i selvaggi ed i popoli primitivi, è più crudele che pietosa, per quanto meno crudele del maschio'. 39 It was also the start of the age of mass communication, a period that witnessed the development of the modern press, photographic reproduction, international theatre circuits, and advertizing; arguably, these changes towards a capitalistic, image-saturated culture marked the arrival of Bartky's 'fashion-beauty complex'. Late nineteenth-century female performing artists were society '"beauties"' who 'were coming to represent a new kind of femininity that was closely tied to the mass production of images [and] was thus strongly identified with fashion and consumption', 40 and, as Gundle has remarked, the period saw professional performers take over a heritage of ideas of beauty that had until then been almost solely pictorial and literary. 41 Postcards of dive and divi were in increasingly wide circulation, and bore witness to performing artists' allure. They 'Sono lieta dichiarare che in seguito all'uso della Chinina Migone la mia capigliatura si è resa folta lucida e morbida; non solo continuerò ad addoperarla, ma la raccomanderò alle mie compagne d'arte certa di acquistarmi la loro riconoscenza. Celestina Boninsegna'. Another celebrated opera singer, Rosina Storchio (1876-1945), advertised the same product the following month. 44 La donna, 5 April 1909, p. 44. 45 La rassegna degli interessi femminili, 15 January 1887, p. 307. 46 See Annie Vivanti, Marion, artista di caffè-concerto (Palermo: Sellerio editore, 2006), and D'Annunzio's Il fuoco. Foscarina, the female protagonist of D'Annunzio's novel, is plagued throughout the novel by her waning beauty as she compares herself to the more youthful diva whom she knows her lover, Stelio, desires, and Marion in Vivanti's novel takes pity on her less attractive colleague, Gina, who wishes to be released from her contract (p. 41).
imagery'. 47 In the literary culture, too, dive are generally valued more by male writers for their appearance than for their work. Women writers also celebrate the beauty of the diva, as well as that of the divo. Nevertheless, their emphasis above all on the diva's talents and accomplishments as professional artists can be seen as evidence of a celebration of female performance and empowerment within an androcentric and misogynist societal framework that locked women, and sometimes men, in 'the beauty myth'.
Italian beauty and divahood in the press
From my reading of a selection of women's journals, theatre journals, and realist Egli ha bella voce, canta bene, ed è degno delle grandi scene di S.
Carlo, specialmente perchè accoppia la rara qualità di un perfetto 47 Gundle, '"Venus on Earth"', p. capelli corvine, e in fine in tutta la morbida linea del corpo che si snoda in una spira serpentina, accendendo nell'anima nostra tutti i desideri, tutti i sogni dell'ebrezza e ogni incantamento. È per questo che noi oggi la salutiamo con la commossa voce del giubilo; per la sua bellezza maliosa e per la giovane sua arte già trionfante'.
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The diva Bella Gorsky is reported in Cronaca dei teatri as having 'nel volto, bellissimo, il sorriso della primavera dolce…Ed ora, la bellissima artista si presenterà, nei nostri teatri, a raccogliere nuovi applause', 61 while the Milanese journal La frusta teatrale reports on La Spezia's performance in Palermo declaring she is 'una delle più belle, care e simpatiche Traviate dell'epoca'. emerges clearly from a close reading of the aforementioned titles is an emphasis on, and celebration of, the diva's 'beauty'. In Verga's 'La serata della diva', the actress 60 Comoedia, 'Ombre e riflessi', January, February, March issue 1909, p. 3. A similarly positivist approach is used to describe the diva Rosalia Garitano: 'È una donna seducente e una cantante di valore. …. e la bellezza fisica, manifestantesi nella linea perfetta delle sue forme procaci ed armoniose e nel fulgore delle sue pupille, e l'ardenza dell'anima fascino alla sua bellezza ed ella, commossa, ringraziava il pubblico plaudente, il quale non era mai stanco di evocarla fra una pioggia di fiori e fra grida di evviva', p. 63 The latter two texts were both inspired by the 'grande attrice' Duse.
